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INTRODUCTION
The artist is not simply a passive reflector of his or her world,
but a dynamic creator of it. I have tried to expand and enrich my
experience rather than merely duplicate it. The world I create is of
planes, volumes, spatial sequences, and some familiar architectural
elements such as stairs and boxes. By using the above mentioned
elements, a number of interlocking and highly ordered spatial relation
ships have resulted. An interlocking spatial relationship consists of
two spaces whose fields overlap to form a zone of shared space. When
two spaces interlock their volumes in this manner, each retains its
identity and definition as a space. But the resulting configuration of
the two interlocking spaces will be subject to a number of interpreta-
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tions . My concern is with these various interpretations . The shapes
left open for interpretation appear to have depth or to be three
dimensional, but are presented on a two dimensional surface. I have
also ventured to place two and three dimensional images on three
dimensional pieces . Emphasis is also placed on double interpretation of
a group of shapes shapes that belong to two or more images and seem
to move in different directions .
INFLUENCES
It is important to mention architecture and its influence on me.
My work is obviously architectural, although it is not about architec
ture. As a result of studying architecture as an undergraduate, I look
largely to architecture for inspiration. I think in terms of spatial
relationships, and when I design I think of plan, section, and eleva
tion. I have translated this architectural thought process to fabric,
resulting in geometric, dimensional imagery.
I am most interested in twentieth century architecture, particularly
Late-Modern and Post-Modern Architecture. Late-Modern Architecture
takes the ideas and forms of the Modern Movement to an extreme,
exaggerating the nature and technological image of a building in an
attempt to provide amusement or aesthetic pleasure. I often go to
extremes with my designs, exaggerating elements that are traditionally
underplayed. Just as Late-Modern architects have tried to give new
life to the modern language of architecture, I have tried to give new
insights to the language of textile design.
The more recent Post-Modern movement in architecture has also
had an influence on me. I was first attracted to several Post-Modern
buildings because of their genuine appeal. In an attempt to communi
cate with both the public, and the architectural community, Post-Modern
architects have overcome the visual dullness of many modern buildings.
Classical motifs, color, and pattern are used both conventionally and in
a distorted way. It is the conventional (and sometimes amusing) use
that delights me, and the distorted use that intrigues and influences
me.
There are several contemporary architects whose work has influ
enced me, Gae Aulenti, Luis Barragan, Mario Botta, Peter Eisenman,
Michael Graves, and Robert Stern to name a few. Among these, I am
most entranced by the works of Peter Eisenman and Michael Graves,
who both deal with dualities in their designs.
Peter Eisenman creates what he calls "cardboard architecture",
meaning the actual building looks like a cardboard model and forces one
to read it conceptually from above, turning it over in the mind as one
would with a model. One element transforms itself into another as it
runs around or through the building. One thing becomes another
before our eyes; no transitions, moldings, decorations or parts that are
customarily distinguished. This forces us to read architecture in a new
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way.
Michael Graves is one of the few architects of the last twenty
years to have generated a new personal style. This style is developed
through his paintings, drawings, and sketches and clearly it is based
on graphic facility. His paintings consist of recognizable architectural
details set in shallow, proportional space. Graves uses a combination of
oblique projection, conventional perspective, and rotated cubist per
spective. He brings fragments into mutual interaction to produce a
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multivalent work that allows many readings. He has favorite dualistic
themes such as a ziggurat or stepped form which marks a door and
reiterates another key center, the fireplace. Along with spatial
sur-
prises, Graves and Eisenman use multivalent linkages throughout their
designs, which tie the meanings together.
I used architectural drawing techniques to generate design ideas .
In the beginning, paraline drawings were used as a visual search for
ideas
,
and later as a method to represent these ideas . This type of
technical drawing is normally used to represent buildings or spaces
rather than as abstract compositions in themselves. Paraline drawings
are drawings in which all parallel lines remain parallel. There are
three types of paraline drawings, isometric (all three visible surfaces
have equal emphasis with a thirty degree orientation) , plan oblique
(horizontal planes receive more emphasis and has a forty-five or
sixty/thirty degree orientation), and elevation oblique (one vertical
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plane remains parallel to the drawing surface).
BANNERS
Last year, I directed my energy toward designing pattern repeats
for screen printing. The subject matter was architectural, although
there was less reference to buildings than in my later pieces. Unlike
the interlocking forms used in the banners, my designs were abstract,
hardedged forms floating on a background, and sometimes connected by
devices such as grids or lines . I then began to work towards eliminat
ing the background and using all the space as foreground. There was
a sense of depth, but no unused space. With this foreground-
background reversal in mind, I went on to design large compositions.
My first was a quilt, Manhattan Memory (figure 1). The center shapes
are interlocking, but closer to the edge of the quilt the color areas
serve only as background. There was some conflict in that this quilt
was designed to be seen on a wall, not on a bed as quilts usually are.
Because of this conflict, I began to look for a format for my images
that was two-dimensional, viewed vertically, and that could be large
scale . The answer was banners .
Banners originated in Rome during the era of her military con
quests. They grew out of battle insignia and were originally of rigid
materials. Cloth banners came into existence after Rome's conversion to
Christianity under Constantine. Early cloth banners were simple
squares carried at right angles to a supporting pole by a small cross
piece. In the middle ages, banners were used as a colorful means to
identify friend or foe at a distance. Various merchant and craft guilds
began to develop identifying banners. Historically, banners have been
used functionally by militaries, nations, guilds, fraternal organizations,
schools, and churches. More recently, banners have been used for
outdoor advertising, symbolic hangings, and like my banners, decora
tive hangings .
Because of the bold direct style and hard edged pattern encour
aged by printing techniques, banners are an ideal medium for working
in a flat abstract manner. Fabric offers an additional medium for the






My first work, The Star-Spangled Banner, (Figures 2 and 3)
makes a play on composition and pattern. The patterns within the
shapes on this banner cause it to be viewed in two ways. Not only do
the individual shapes read differently, but the banner as a whole seems
to change from different vantage points. At a short distance the
patterns are more noticeable and take more importance, and at a greater
distance the complete composition reads as a series of interlocking
stairs, boxes, and openings. The Star-Spangled Banner has a definite
upward and downward movement. The stairs descend until the eye
reaches the bottom, and then the interest is recaptured and pulled
upward. The back is an enlarged exaggeration of the patterns on the
front. This banner was screen printed on cotton supercale with
water-based pigments. The size is three feet wide by fifteen feet long.
Rather than the conventional printing method of making a screen for
each image, I used blank screens and taped out the images directly
onto the fabric. This method is similar in principle to paper stencils,
but allows more variety in shape, color, and pattern. Obviously, such
a large piece must hang in a large open space. To keep it from
becoming lost I decided to use a bright palette. I assumed the attitude













While designing Formal Collisions (Figures 4, 5 and 6), my intent
was to expand on the idea of the first banner. The result was a
triptych a series of banners that reads as one composition. Each
panel lines up with its adjacent panel so that the imagery continues
onto the panel and forms a continuum. Most of the shapes on Formal
Collisions are solid in order to give added depth to the images .
Pattern is used to break up space and make the transitions from panel
to panel. The eye connects the panels more readily where a pattern
flows onto the next than where solid shapes are joined. The imagery
on the front is complex; each form connects to another and gives visual
continuity. As a contrast, the backs of the panels are solid colors,
Formal Collisions reads vertically, diagonally, and horizontally.
Although this piece reads vertically due to its shape, there is a strong
diagonal movement across the piece. For example, the pink and yellow
steps move into the blue and yellow building. A bridge comes off of
the building and connects to another set of steps which in turn moves
over onto the third panel. Throughout the piece, shapes and images



















After I completed Formal Collisions, I no longer felt challenged by
the techniques or the design process involved in creating the banners.
Although they were quite intricate and time consuming, I knew that I
could successfully design and print another. For this reason, I
decided to move on to another format and stretch my design abilities.
A new object was needed: one that would give a new slant to my
architectural vocabulary. Clothing was the logical answer as it brings
in two new factors, three-dimensionality, and movement.
Functionally, clothing is for the purpose of covering the body, for
modesty or for allure, and as protection from cold or insultation from
heat. Fashion however, is a combination of the ability to lead and the
desire to follow, and has little to do with the actual function of
clothing .
Women's fashions have changed rapidly and repeatedly since the
Victorian Era when women began to join men in such sports as tennis
and bicycling. The invention of the sewing machine accelerated fashion
trends, making styled clothing readily available to most women. In the
1880's garments began to be produced in factories, and fashion design
ers were then faced with new problems such as designing for all sizes
and ages.
The dresses in this thesis are one-of-a-kind pieces and therefore
the practical guidelines for fashion designers
(age-
size range, price
range, and feasibility of production) had no bearing on my design
decisions. The traditional aim to disguise and enhance the figure
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through optical illusion was not a concern. Rather than creating
illusions to slim the waist or lengthen the body, I have used these
dresses as surfaces for graphic representations. The dresses were
first considered as sketches, two dimensional compositions on paper and
then as models, three dimensional compositions of fabric. All of
the
fabric used was hand dyed silk. I chose silk because of its drape and
its ability to take dyes.
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STEP DRESS
My purpose in making the Step Dress (Figure 7) was to take the
same type of imagery used in the banners and apply it to a three
dimensional surface or form. A garment was the logical answer as it
changes the design into a dynamic composition, meaning it does not
hang as a static piece like the banners , but is viewed on a person .
This dress was not designed to enhance the figure, but the figure is
used to enhance the dress. The Step Dress can be compared to a
Late-Modern building in the sense that it stretches the nature and
image of a conventional dress and pushes them to extremes. The front
of the the dress is made of pieced color strips that fold into stairs,
and then turn and wrap around to the back of the dress. In order to
wrap around, I changed the piecing process to
applique at the side
seam. The sleeves are color bands which complete the composition.
The shape of this dress is an exaggerated shift or straight dress. It
has a full cut so the figure does not interfere with the graphics but






RED AND BLUE DRESS
As strange as it may seem, the concept of "less is
more"
fits the
Red and Blue Dress (Figure 8). My intent was to capture the feeling
present in the banners without the complex patterning and interlocking
forms. Although the Red and Blue Dress is dramatically understated it
portrays the image of an architectural design. The outer edges of the
dress form the edges of steps, but the inner lines are omitted, color is
used in restraint to yield a dramatic whole. The Red and Blue Dress is
a variation of a shift, with a diagonal pull from the left shoulder to the
floor. The right shoulder and left leg are bare to further the drama.
The fabric is silk noil and the lining is silk pongee.
20
Figure 8
Red and Blue Dress
21
BOX DRESS
Both whimsical and bold, the Box Dress (Figure 9) is a composi
tion of contradictions. It is more influenced by Post-Modern Architec
ture than the other pieces in that it employs traditional elements in a
distorted way. The actual shape of the dress is a conventional dress
form known as drapped and pegged (meaning that it is fitted at the
waist and slightly exaggerated at the hips). The collar is made of
building block scale boxes that are constructed of brightly colored
pieces of silk noil and it has self contained ornamentation (no acces
sories are needed). The sleeves are also boxes, not just boxy sleeves.
When a dress is described as boxy, we usually think of the shape of
the silhouette as being straight with square shoulders. In contrast,
the silhouette of this dress is not at all boxy, but the sleeves and






Like the Step Dress, Twenty-Two Squares (Figure 10) is influ
enced by Late-Modern Architecture. The design elements and con
struction techniques are traditional, but new combinations of these
elements and techniques are joined with a unique outlook to give this
dress its originality. The four sides of the dress, Twenty-Two Squares
form a complete pattern that circles the dress . Each side is a composi
tion in itself as well as part of the whole. The vivid colors begin at
the front neckline with a large pieced square. The color areas are
broken by the dark solid color to give the illusion of an over-under
movement. The color bands wrap diagonally to the back where they
pull the eye to a line of squares . The eye moves up the line of
squares, back to the front, and completes the circle. The sleeves
repeat the color squares to make a unified composition. Twenty-Two
Squares was pieced, then cut and sewn. It is constructed of silk noil






During the hours spent working on each piece, my imagination was
sparked to think of many new possibilities. Each banner and each
dress inspired another idea, and I found myself with an excess of ideas
and a lack of time. I learned a great deal while designing and pro
ducing these pieces, from the composition and color to the finishing and
hanging. As a result of working with techniques and thoughts that I




In the future, I plan to expand on the techniques that I employed
in these pieces . There are numerous possibilities in new combinations
of my ideas, perhaps printing on constructed pieces, stuffing areas for
relief effects
,
or creating new shapes and new forms . I expect that I
will continue to look to architecture for inspiration and subject matter,
although the images, colors, and formats will always change.
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